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Visiting the ‘Serraglio del Gran Signore’. 
Medici Diplomacy and Cross-Cultural 
Contacts at the Time of Grand Duke 
Francesco
Ulrike Ilg  

In the diplomatic correspondence dating to January 
and February 1575, Francesco de’ Medici (r. 1574–87) 
tried to represent himself as a stern supporter of 

the Christian cause against the Turks who, at that time, 
were ravaging the Mediterranean with their ships. In 
the letters sent abroad, Francesco stated repeatedly that 
he had no relationships with the Ottoman rulers. He 
affirmed that the Medici – in contrast to the Habsburg 
Emperors – neither maintained ‘friendly relations, nor do 
we trade with the Turk, or want to conclude a truce with 
him’.1 Francesco added that with their ships the grand 
dukes of Tuscany waged war on the Ottomans with great 
determination. This expression of hostile sentiments can 
be explained with Francesco’s disappointment following 
his vain attempt to conclude a commercial treaty with 
the Ottoman Sultan Selim II (r. 1566–74) in 1574.2 The 
failure to have the sultan guarantee free maritime trade for 
Florentine merchants in the Eastern Mediterranean was 
caused by the grand duke’s refusal to agree to a general 
armistice with the Turks, and to stop the continuous 
attacks on Ottoman ships and merchants by the galleys of 
the Order of St Stephen.3

However, two years later both parties returned to a 
politics of pacification. According to the Florentine diarist 
Bastiano Arditi, in the beginning of September 1577, 
Francesco was invited by Sultan Murad III (r. 1574–95) to 
keep ‘a consul in Constantinople and, furthermore, to 
send galleys full with merchandise to Constantinople, 
with a peaceful attitude’.4 The information provided by 
Arditi is supported by the fact that in September 1577 
Grand Duke Francesco reported to several of his foreign 
correspondents that he had obtained permission by the 
Ottoman court to re-install a Florentine bailo – or resident 
consul – in Constantinople.5

In response to Murad’s invitation, in autumn 1577, 
Francesco decided to send Bongianni di Piero Gianfigliazzi 
and Cristoforo Spina, both of them knights of the Order of 

Malta, together with a further four Florentine noblemen 
and the future Florentine bailo, Jacopo Mormorai, to 
Constantinople (Fig. 1).6

The ambassador chosen by Francesco, Bongianni 
Gianfigliazzi, belonged to a family with long-standing 
and strong ties to the Medici.7 In the eyes of Francesco, 
Bongianni may have qualified for this diplomatic mission 
– the first of many others to follow8 – because he had 
participated in the battle of Lepanto, and had been a 
captive of the Ottomans for a certain period.9 Since 
1575, Gianfigliazzi was one of the agents of Francesco in 
Rome.10 As early as September 1577, Francesco had asked 

Fig. 1. Jacopo Ligozzi, Persian, watercolor drawing, sold in 1988 by 
Hazlitt, Gooden & Fox, London.
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the grand master of the Order of Malta for permission to 
send Gianfigliazzi and Spina to Constantinople. However, 
for unknown reasons, Grand Master Jean de la Cassière 
(r. 1572–81) granted his permission only on 9 February 
1578.11

The documents related to Gianfigliazzi’s Levantine 
mission make possible the retracing of his journey in 
details.12 By October 1577, an official of the Ottoman 
court (ča’ush) and several janissaries were already 
expected in Ragusa, intended as guide and guards to the 
Florentine ambassador and his companions on their way 
to Constantinople.13 On 22 February 1578, less than a 
fortnight after the authorization of the grand master of 
Malta had arrived, Francesco ordered his treasurer to 
pay 6,000 scudi to Gianfigliazzi for his travel expenses. 
On March 1, a series of credential letters addressed to 
high dignitaries at the Ottoman court were issued; the 
recipients included the commander of the Janissaries, 
the Head Interpreter Urem, Sinan Pasha (c. 1512–96), 
the Great Visir Sokollu Mehmet Pasha (c. 1505–79), Lala 
Mustafa Pasha (c. 1500–80), and the sultan himself.14 On 
27 March 1578 Gianfigliazzi arrived in Ancona. By May 3, 
Gianfigliazzi and his companions had arrived in Ragusa, 
where they were honorably received by Bartolommeo 
Pescioni, the Florentine consul in residence.15 From there, 
they proceeded on horseback via Cernizza (May 17), Sofia 
(May 31), Plovdiv (June 5) and Edirne (June 10). Finally, 
having traveled for over ten weeks, the Florentines arrived 
in Constantinople on June 22.

Gianfigliazzi took residence in the suburb of Pera 
(today Galata), as did the other European ambassadors; 
at that time Pera was the area where the majority of the 
non-Muslim population lived.16 On July 4, Gianfigliazzi 
was received by Mehmet Pasha, and the day after by the 
sultan, to whom he presented the Florentine proposals 
for a commercial treaty.17 After a promising start, the 
negotiations came to a standstill. This drawback was 
caused by the opposition of both the French and the 
Venetians. The first ones were unwilling to share with 
other nations the privileges granted as a consequence 
of their alliance with the Ottomans in 1540; the latter 
disliked the idea that Florentine merchants could become 
more actively involved in the Mediterranean trade.18 In 
late October 1578, Gianfigliazzi attended his last audience 
with the sultan in the serraglio. Unfortunately, the position 
of the Order of St Stephen remained a critically unresolved 
issue, as had happened in 1574. At this point, Gianfigliazzi 
decided to leave.19

This essay, however, does not wish to focus on the 
complex scenario of diplomatic relationships related to this 
event, which Ozden Mercan has undertaken in her own 

contribution to this volume, but instead wants to pinpoint 
the importance of Gianfigliazzi’s mission as a background 
for a cultural exchange between the Florentine and the 
Ottoman courts. With the 1578 embassy, the Medici were 
offered an occasion to impress the Ottomans by the means 
of their gifts, which represented the level of sophistication 
reached by contemporary European luxury culture. Vice 
versa, the diplomatic negotiations served the Florentines 
as a means to acquire, both mentally and visually, an image 
of Ottoman culture. To please the sultan and the other 
Ottoman intermediaries, Francesco had prepared a wide 
range of presents.20 The more bulky and heavy objects, 
such as a gilded coach decorated with ivory carvings, 
were directly shipped from Livorno to Constantinople. 
Amongst them there was probably a large globe (or world 
map), and two precious pietre dure tables executed in the 
workshops of the grand duke.21 The latter were works of 
art much admired and much sought-after by the European 
aristocracy and were presented to Mehmet Pasha and 
to the sultan.22 The gifts that were lighter and easier to 
carry, were brought to Constantinople by Gianfigliazzi, 
along with three of the four horses destined to pull the 
coach. The horses were paraded before the sultan during 
Gianfigliazzi’s first official reception.23 Further precious 
items sent as presents included a rock crystal vase and 
twenty dresses made of gold brocades, velvet, satin, 
and less fabrics, all of them probably specimens of the 
renowned Florentine textile industry. Finally, the sultan 
received four wooden and gilded crossbows, some scissor 
boxes, silk flowers, as well as fruits and sugar candies.24

None of these gifts appear to have been chosen to 
please specifically their Ottoman recipients. Ignoring 
any difference in religion and cultural background, these 
items were typical products of the contemporary Western 
court culture. They could have been sent as diplomatic 
gifts practically everywhere in Europe. From an European 
perspective, the pietre dure tables underlied the elevated 
social position of the recipient: only European princes, 
in fact, proudly possessed similar items.25 The globe 
would have been interpreted as a glorification of modern 
science, whereas the horses and the crossbows referred to 
the military bravery of their owner. Finally, the textiles, 
the silk flowers, and the sweets represented cultural 
refinement and artistic skill.

At the same time, the grand duke and his emissaries 
understood Gianfigliazzi’s mission as an unparalleled 
chance to increase their awareness of the ‘other’ – that 
is of Turkish culture. With the help of the mind, sight, 
and touch the Florentines tried to elaborate their 
concepts of ‘strangeness’ and of far-off Ottoman culture. 
Consequently, before leaving Florence, Gianfigliazzi 
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received a list of items to procure for Francesco while in 
Constantinople.26 Unfortunately, this list seems to be 
lost. We only know that the grand duke’s ‘shopping list’ 
included ‘cavalli turchi’,27 which is not surprising, given 
the fame of Arabic and Ottoman horse breeding. Last but 
not least, the documents tell us that, during his return 
journey, Gianfigliazzi sent the grand duke a large bottle, 
two cups, and other small objects, all made of corals.28

Francesco intended to profit, however, from 
Gianfigliazzi’s trip to Constantinople, and not only in 
terms of enlarging his personal collections. He was also 
keen to create a kind of dossier containing important facts 
about the organization of the Ottoman state, including its 
dignitaries, politicians, and military figures. This explains 
why Gianfigliazzi, after his return to Florence in December 

1578, and after having personally referred to the grand 
duke about his experiences, presented a Relatione di 
Gostantinopoli, which has come down to us only in a 
mutilated copy of nine pages.29 Gianfigliazzi underlined 
the discrepancy between European culture and the 
Ottoman laws and customs. As a sort of guide, the former 
ambassador reported in his text the noteworthy things he 
had observed during his stay, summarizing also aspects 
that the grand duke might have read or heard about. In 
the five sections of his text, Gianfigliazzi comprehensively 
discussed the territorial and regional subdivisions of 
the Ottoman Empire, the State’s finances, its military 
organization, its principles of government, concluding 
with some remarks on the personality and character of the 
sultan and of some of his favourites (Fig. 2).

Fig. 2. Lodovico Buti, Persian, detail 
of the frescoed ceiling of the Sale 
dell’armeria; Florence: Museo degli 
Uffizi.
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As Gianfigliazzi spent only four months in 
Constantinople, the vast amount of information on 
Ottoman dignitaries and government summarized in 
his memorandum cannot have been personally gathered 
from first-hand experience. Probably, his text results 
also from consulting the numerous printed eyewitness 
reports (or historic compendia) on the Turks and which, 
by then, were available on the book market.30 At a later 
stage, Gianfigliazzi may have embroidered his Relatione 
with details heard from expert Western visitors he had 
encountered during his journey, or from members of 
the resident European community in Pera. We know, for 
instance, that in Edirne Gianfigliazzi met his colleague 
David Ungnad von Sonnegg (c. 1542–1600), ambassador 
of the Habsburg emperor, who was returning to Vienna.31 
In 1578, Ungnad had been ambassador for five years, 
and therefore was well acquainted with Ottoman affairs. 
Consequently, Gianfigliazzi confessed that he had 
gratefully accepted his advice on the life and etiquette of 
the Ottoman court when invited to dine with him.32

There is also evidence that during the 1578 embassy 
Francesco had tried to complement written information 
with visual documentation. A letter Gianfigliazzi sent to 
the grand duke on 1 March 1578, immediately before his 
departure from Florence, hints to this fact. Gianfigliazzi 
declared that he had tried to reduce his travel expenses:

[…] lascio di menare Girolamo Inghirlani, Giulio Caccini Il 
dipintore, che io menava, et ho fatto lasciare a questo [sic] 
altri gentilhuomini duo de’ loro servitori, accio menino i miei, 
per levarmi, come ho detto, tutte le spese che si puo […].33

Due to the missing punctuation in the relevant passage, 
one may first believe that ‘Il dipintore’ mentioned in this 
letter was Giulio Caccini. However, a second letter clarifies 
that this was not the case. There, Giulio Caccini himself 
speaks of an anonymous painter whom Gianfigliazzi 
planned to take to Constantinople.34

Given the fact that the painter who initially was 
supposed to accompany Gianfigliazzi on his mission to 
the Ottoman Empire was not Giulio Caccini, but another 
person, we are inclined to think that this painter had an 
outstanding position at the court of Francesco. Thus, 
none of the correspondents deemed to mention his name. 
I would suggest – conscious that this cannot be more 
than a hypothesis given the loss (so far) of irrefutable 
written proof – that this painter might be Jacopo Ligozzi 
(c. 1547–1627).35 A specialist in miniature painting, 
Ligozzi had already established a contact with the grand 
duke by September 1576.36 In 1577 or 1578 he entered 
the Medici’s payroll as a court artist with the same stipend 
as Giambologna.37 Until 1592, Ligozzi’s official title was 
‘Pittor del Serenissimo Gran Duca di Toscana’.38 Ligozzi 

must have started working for Francesco in September 
1577 at the latest, when the Bolognese scientist, Ulisse 
Aldrovandi (1522–1605), commented on the stunning 
naturalistic style of his drawings. In a letter to Francesco 
dating from 1577, Aldrovandi addressed the painter 
anonymously as ‘his most excellent painter’.39 Further 
correspondents did the same, omitting the name of 
Ligozzi and referring to him just as ‘the painter’.40

It is therefore possible that ‘the Painter’ who had been 
appointed to accompany the Florentine ambassador to 
Constantinople in 1578 was indeed Ligozzi. In any case, 
it is certain that on this occasion Francesco was keen 
to collect, not only factual knowledge about the Turks 
and their statecraft, but that he also wanted a painter 
in Constantinople. The artist’s task would have been to 
observe daily life in the Ottoman capital and to condense 
his impressions into non-fictional ‘documentary’ images 
intended for the Florentine court.

With this idea, the Medici were following the 
precedent of the Habsburg emperors who, out of cultural 
curiosity, and with an eye on possible strategic benefits 
in their negotiations with the Turks, had established 
a similar practice.41 The humanist, Ogier Ghiselain de 
Busbecq (c. 1520/1–92), had been the first imperial 
ambassador in Constantinople to be accompanied by an 
artist.42 The painter, Melchior Lorck (c. 1526–83), was a 
member of Busbecq’s retinue from 1555 to 1559; he had 
later presented his Western audience a vast collection 
of woodcuts showing portraits of Ottoman characters, 
genre scenes of Turkish life, and views of Ottoman 
architecture.43 Later Habsburg ambassadors emulated 
the example of Busbecq: Karel Rijm (1533–84) stayed in 
Constantinople between 1570 and 1574, and the painter 
Lambert de Vos was one of his companions. Lambert 
de Vos created two albums for Rijm, one with views of 
various monuments in Constantinople, and one with 
watercolor drawings showing the whole variety of people 
and religions inhabiting the Ottoman Empire.44 Finally, 
during his trip, Gianfigliazzi had became acquainted 
with the imperial counselor, David Ungnad von Sonnegg 
(c. 1542–1600), who ordered an album with miniatures 
representing Ottoman characters. As Sonnegg was unable 
to find a professional (Western) painter in Constantinople 
while residing there between 1573 and 1578, the drawings 
were made by an anonymous member of his legation.45

Even after the initial plan to send a painter to 
Constantinople had been abandoned, the grand duke 
insisted on broadening his knowledge on the Turks 
relying, not only on the help of Gianfigliazzi’s Relatione, 
written as a ‘recount of what […] he had read and heard 
from others’, but also on a series of artistic images.46 
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Actually, Francesco managed to find an appropriate 
artist to prepare an album with a series of drawings 
representing the vast variety of religious, military, and 
secular professions and costumes of the inhabitants of the 
Ottoman Empire: Jacopo Ligozzi. His name emerges again 
– I believe not only by mere chance – as author of such a 
‘Turkish’ album. Thirty-one of the drawings contained in 
the album have been identified so far, dispersed in public 
or private collections, possibly with more to reappear on 
the art market in the future.47

No surviving document indicates the person who 
commissioned, or initially owned, the taccuinum.48 
However, it has so far gone unnoticed that as early as 
1588 some of Ligozzi’s drawings were used as a model 
by another painter at the service of Francesco – a 
circumstance that very much indicates how these drawings 
were executed for the grand duke, and were still his 
property at that time.49 Ludovico Buti (c. 1550–1611), 
when painting the ceiling frescoes in the grand ducal 
armory (armeria) in the Uffizi, copied, in fact, two of 
Ligozzi’s ‘Turkish’ drawings: one showing a Persian 
warrior, and the other a Janissary.50 The armory was surely 
the most suitable place to paint such images, as it was 
one of the four rooms arranged by Francesco in the 1580s 
to house the Medici collections of non-European items, 
including Oriental weapons.51

The use made by Buti of the Turkish drawings by 
Ligozzi demonstrates that this series was actually 
understood as a kind of visual sourcebook providing 
insight into the peculiarities of contemporary Ottoman 
costume. This impression is confirmed by the way these 
drawings are organized into a kind of visual encyclopedia. 
The subject of each drawing was classified by the artist in 
a systematic way: Ligozzi wrote its Turkish name next to 
each image, adding brief remarks on professions, regional 
origins, and further details.52 By doing so, it became 
possible for an observer to leaf through the taccuinum 
like a dictionary while searching for a topic of interest. At 
the same time, Ligozzi’s ethnographic representations of 
the Turks are so specific that whoever wanted to properly 
understand their meaning needed further guidance. It is 
likely that a second volume existed, and that it included 
an extensive commentary giving a more detailed account 
with reference to religion, occupation, and habits of 
the represented characters. The meaning of the various 
animals combined with each Easterner would also have 
been explained.

The frescoes painted by Buti in 1588 also establish 
a reliable terminus ante quem for the execution of the 
drawings. A thorough analysis of Ligozzi’s representations 

permits a dating if the drawings to between 1577 
and 1580, that is, in the years immediately following 
Gianfigliazzi’s embassy to Constantinople. The 
representation of Sultan Selim II in one of Ligozzi’s 
drawings is very enlightening in this respect.53 Assuming 
that Ligozzi was drawing in late 1570s, the painter’s 
failure to present an up-to-date genealogy of the Ottoman 
dynasty would not have been regarded as unusual. In 
fact, other chronicles and books published within these 
years do so accordingly.54 The fact that Ligozzi represented 
some of the animals combined with the Turks after the 
engravings designed by Jan Van der Straet (Giovanni 
Stradano; 1523–1605) suggests also that the drawings can 
be dated to the 1570s. The relevant engravings might have 
been known to Ligozzi through Van der Straet’s drawings, 
which were published by Philips Gallé in 1578: two of 
Ligozzi’s horses clearly derive from plates in the engraved 
collection Equile Ioannis Austriaci Caroli V. Imp[eratoris] 
F[ilii].55 Moreover, some of Ligozzi’s more exotic animals, 
such as the fat-tailed sheep,56 the elephant,57 and the 
ostrich58 are inspired by the corresponding particulars 
in engravings of the enlarged, second edition of the 
Venationes Ferarum, Avium, Piscium published after 1578.59

Finally, it is enlightening to analyze several books 
with engravings and woodcuts printed between 1577 
and 1580 in Venice, Nuremberg and Antwerp, and which 
illustrate the same topic as Ligozzi. Nearly all of Ligozzi’s 
‘Turkish’ characters appear with only minor variations in 
Hans Weigel’s Habitus praecipuorum populorum tam virorum 
quam foeminarum singulari arte depicti (Nürnberg 1577); in 
Caspar Rutz’s Omnium poene gentium imagines, ubi or[b]is 
totiusque corporis & vestium habitus […] exprimuntur (Köln 
1577);60 in Jean-Jacques Boissard’s Habitus variarum orbis 
gentium. Habitz de Nations estra[n]ges. Trachten mancherley 
Völcker des Erdkreysz (n.p. [Antwerpen?] 1581),61 amongst 
the seven additional illustrations of ‘Turks’ in the Italian 
edition of Le navigationi et viaggi, fatti nella Turchia, an 
illustrated travelogue by the French geographer, Nicolas 
de Nicolay (Venice: Francesco Ziletti, 1580); and finally, in 
Cesare Vecellio’s Habiti antichi et moderni di tutto il mondo 
(Venice: 1590) (Fig. 3).62

A careful comparison reveals that Ligozzi did 
not simply copy his ‘Turks’ from the plates in these 
books. Neither did he provide preparatory drawing 
for the illustrations in any of them.63 Rather, the clear 
interrelation of the images in all of these works indicates 
that all these versions – woodcuts, engravings and 
Ligozzi’s watercolors – derive from a common prototype, 
circulating among artists and amateurs in the form of 
drawings. A particularly telling example in that sense is 
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the sheet with Ligozzi’s Turkish bride carried under a 
baldachin, a representation that particularly fascinated 
Western people. It can be found in the drawings of various 
albums brought home by European travelers during the 
1570s.64 This motif is also contained in all the books 
indicated above, some of which – like the costume books 
by Hans Weigel65 and Cesare Vecellio66 – presented the 
same theme, but were printed as a mirror image due to the 
process of graphic reproduction.

The fact that the images in the costume books, as 
well as the illustrations in the French travelogue, and the 
drawings by Ligozzi derive from the same set of prototypal 
drawings is proved by further evidence. Ligozzi included 
in his watercolor series a motif clearly deriving from 
one of these prototypes, but which eventually was not 
included into the books. This archetype is described in 

Nicolas de Nicolay’s travelogue. The French geographer, 
when writing about the Arabic way of life, mentioned the 
habit of riding a horse half-naked. In his publication, De 
Nicolay announced that he would have included such an 
illustration.67 However, due to an error, a loss occurred 
while preparing the book so this plate is missing in all the 
editions. It was Ligozzi who included for the first time 
such a depiction of a Moor, scarcely clothed, barefoot, and 
riding a grey horse in his taccuinum.68 The painter did not 
invent this figure, but he must have referred to an extant 
prototype familiar to him. This is shown by the similarities 
of Ligozzi’s Arabic rider in terms of physiognomy and 
dress, (headband included), with Arabs sive aethiops ex 
Barbaria in a woodcut in Weigel’s costume book (1577).69 
As mentioned above, Weigel’s Eastern characters 
depended from the same set of prototypes.

Fig. 3. Jacopo Ligozzi, Turkish bride 
conducted to her husband, watercolor 
drawing, Florence: Uffizi, Gabinetto 
Disegni e Stampe, Inv.nr. 2949F.
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To summarize: Ligozzi, when executing his ‘Turkish’ 
figures, methodically exploited a figurative repertoire that 
was particularly authoritative between 1577 and 1580. 
Venice seems to have been central in its divulgation. In 
fact, sets of similar Turkish figures are contained either 
in books printed in Venice (De Nicolay, Vecellio), or in 
cities having strong commercial ties with Venice (Weigel in 
Nuremberg). In other cases, it is known that the authors-
editors of these images had been resident in Venice. First 
of all, Ligozzi had been living and working in Venice in the 
early 1570s, where he rented a house in 1575.70 Another 
crucial figure, the French humanist, Jean-Jacques Boissard 
(1528–1602), travelled to Venice in 1555 before touring 
large parts of Italy and Greece, and returning home only 
at the end of 1559.71 Together with his written notes, 
Boissard brought home some sketchbooks with detailed 

costume drawings that included representations of 
Ottoman dress. In 1576, Boissard returned to Padua and 
was in contact with numerous humanists and scholars in 
the Veneto.72 His collected sketches later served for the 
above-mentioned book Habitus variarum orbis gentium 
which also illustrates Ottoman dress in detail.

The ‘Turkish’ repertoire, extensively present in books 
and manuscripts dating to the late 1570s, doubtlessly 
originated from the illustrations of the albums acquired by 
Western travelers and diplomats, such as Karel van Rijm 
or David Ungnad. These ethnographic souvenir images 
often illustrated the same motifs and depended upon 
one another.73 It was common that these images were 
eventually included in the plates of late sixteenth-century 
European costume books. One editor, Caspar Rutz, 
directly described this practice in the preface of Omnium 

Fig. 4. Jacopo Ligozzi, Arab on 
horseback, watercolor drawing, 
Florence: Gabinetto Disegni e 
Stampe, Inv.nr. 2959F.
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poene gentium imagines (Cologne 1577). He declared 
that the set of Turkish figures in his book were copied 
from some drawings that had been executed by some 
travelers while in Constantinople.74 However, it was even 
more common that during the process of transmission 
and copying, the artists and/or the editors lost track of 
the origins of the ethnographic images presented. This 
happened for example to Francesco Ziletti, the publisher 
of the 1580 Venetian edition of de Nicolay’s travelogue 
(Fig. 4).75

In light of the evidence discussed in this essay, 
we can properly judge the artistic accomplishment of 
Jacopo Ligozzi. After ambassador Gianfigliazzi returned 
to Florence in 1578, the Florentine court missed the 
‘authentic’ first-hand portraits of the inhabitants of 
the Ottoman territories. When asked to remedy this 
situation, the most obvious step for Jacopo Ligozzi was 

to draw from a visual repertoire familiar to him due to his 
Venetian connections. Due to his extraordinary artistic 
workmanship, he was able to create a vademecum of 
detailed and illusionistic ‘Turkish’ characters from a set 
of known prototypes – which may have been not even of 
excellent quality, as they were probably executed by some 
amateur painter in Constantinople. Ligozzi combined 
his ‘Turkish’ figures with representations of animals, 
and using also in this case older drawings and sketches 
circulating in Florence at that time. The similarities 
with Van der Straet’s engravings are enlightening in this 
respect. To conclude, we can properly understand the 
reason why the Bolognese naturalist, Ulisse Aldrovandi, 
was admiring Ligozzi unconditionally. In 1577, Aldrovandi 
praised ‘the drawings from life by signor Jacomo Ligozzi, 
who are missing only a soul’.76

Fig. 5. Black man from Arabia, woodcut 
in Hans Weigel, Habitus praecipuorum 
populorum (Nuremberg: 1577), plate 184.
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